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2A brief conversation about feminism, love and art, 
between Courtney Coombs and Rachael Haynes.
Why is feminism significant to you?
Firstly, I’d like to acknowledge that I understand and discuss Feminism in the plural form ‘Feminisms’, 
in order to embrace the various forms it takes. Feminisms have been fundamental to change 
and growth in my personal and professional life over the years. It has brought me to a greater 
understanding of who I am, what the world is, and who I want to be as I negotiate my engagement with 
the world. It has given me a community, strategies for responding to structures I find uncomfortable, 
and the ability to begin to develop a voice that is authentically mine — flaws and all. It has provided 
support to be the self I need to be, complete with a righteous anger that enables me to resist the 
heteronormative patriarchal structures that still dominate our contemporary society.
How does feminism in art and feminism in the world speak to each other?
The art vs life debate continues, but for me, neither can exist without the other. I can’t have life 
without art, nor art without life. It sounds clichéd I know, but I have come to understand that this is  
my reality whether I like it or not. I don’t see any thing or action as autonomous, nothing can exist in  
a bubble, so I don’t think about feminisms in that way either. I’m a feminist in the world, and therefore 
a feminist as an artist, and these elements are in constant dialogue.
In your vinyl text work The View (2014) you utilise a wry humour to cut across expectations and challenge 
patriarchal structures, and engage with a spatial politics through interventions in the physical space — can 
you talk more about these feminist strategies in your practice? 
I use humour as a method for critiquing the heteronormative, patriarchal structures of the art world 
and society more broadly. The humour in the work is at times subtle, ironic, metaphorical and/or a 
bit silly. Regardless, my use of humour as a strategy for critique comes from an inherent desire to 
engage, prompt questions, and subjectively respond to those aspects of the world that I find incredibly 
frustrating — particularly inequities based on gender and sexuality. You know the saying, ‘if you don’t 
laugh you’ll cry’? The more I research and engage with these inequities, the more helpless I sometimes 
feel. Using humour in my work allows me to continue working, responding, and at times, laughing 
throughout it all. I hope that others (the viewers), too, will find some joy in  
the seriousness of the work and the situation.
What does a feminist perspective on art making offer?
I have found that a feminist perspective helps you see the landscape for what it is. It enables me to 
identify and respond to the inherently biased structures that we deal with in the art world, and society 
more broadly. It provides insight into all inequities, not just those relating to gender. As a consequence, 
I have found it an important tool for understanding many positions of resistance and critique of the art 
world’s structures. From a feminist perspective, which is broad and often subjective, I can be anyone 
I want to be, and approach making in any way I wish, I can love and highlight and reflect and critique 
the structures that confound me. I can make my own rules, while making art that is open and aware. 
And I can do all of this with the knowledge that I have a family of other feminists and artists who are 
challenging systems in their own way, before, alongside, and after me. 
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One that is open and aware. My feminism is not set in stone; I am constantly learning and shifting my 
viewpoint through books, conversations, experiences, making etc. I find that every moment has the 
potential to change who I am, and how I see and engage with the world; I embrace this wholeheartedly.  
I want my feminism to evolve, to grow, to shift, adapting to various situations as they arise. My ideal 
scenario of course, is for all to be equal in the world. But until we reach this point (I remain optimistic),  
I try to ensure that in my immediate world things are more equitable, and draw attention to scenarios  
where they are not. 
In terms of multiple perspectives, there is a parallel in the moving image work Revolve (2014), which shows a 
dizzying view of the world, where the landscape is spinning so fast as to lose orientation, and yet this motion is 
still grounded with the subjective viewpoint? How is feminism a framework through which you can navigate the 
world, and speak from your own position?
I think this work is absolutely a metaphor for how I feel about my existence in the world, as a woman and 
an artist. Feminisms keep me grounded, in a sense. I have often found myself frustrated with my direct 
experiences of the world, in both my private and professional worlds, as well as representations in the media 
and so on. Feminisms have allowed me to openly feel, to embrace my ‘righteous anger’ and use it as a tool 
for moving forward, rather than dwelling on it or pushing it deep down into the depths of my belly.
Are you still in love with the art boys, or is the affair really over?
By art boys, I presume you are referring to the Modernist males we all know so well (and for me, in 
particular the Minimalist boys)…I used to want to be them, to be a member of ‘the club’. In response to 
this, I created fictional relationships, both romantic and collaborative, to work through the complicated 
feelings I had as a woman trying to enter a male dominated art world. From here I developed a more critical 
relationship, and now I have come to a place where I am at peace with their position, and mine, to an extent. 
So to answer your question, I am still in love with them — although the relationship has definitely changed. 
It’s like we had this turbulent love affair and then realised that it just wasn’t healthy for either of us, but 
because of our deep care and concern for each other have become the kind of friends who feel they have 
known each other forever… I love so many of the art boys, for many reasons, but primarily because they 
made work that speaks to me. I have learned a lot from both my admiration and subsequent critique of this 
band of artists. I also simply love their work, and am incredibly grateful that they made the work that they 
did; their works bring me much joy.
How does the relationship of love and critique configure itself in your own work?
I love art. But I find so many elements of it to be questionable, for example: the inaccurate history, the 
hierarchies and value systems that exclude so many, and the impact that institutions can have in terms of 
these issues. I have used the ironic metaphor of romantic love as a strategy for critiquing the structures that 
produce this inequity. As I mentioned, the love turned to critique, which turned to a loving critique. I see 
it as a reflection of romantic love in so many ways, I may not like all aspects of the structures and legacies 
that I am responding to in my work, but the love is always there, I’m simply trying to make the relationship 
more equitable.
4It’s complicated (2014) expresses the complexity of this ongoing relationship, on the one hand the greeting 
card says ‘I love you’ and on the other, the LED sign says ‘It’s Complicated’! The dialogue between these 
sentiments evokes the push and pull of your position. How do you use language and the relationship 
between works to articulate a subjective ‘voice’ in your practice? 
I feel like this work sums up the entire journey that has taken place in the production of this body 
of work. Me: I love you. Art: It’s Complicated. And so on, and so forth. Voice has been an integral 
component in this project in both the textual and visual sense. I have borrowed from others along 
the way, in order to develop a voice that is authentically mine, quoting and paraphrasing as a way to 
negotiate the various positions I maintain. And in the way that we use words to form sentences to 
form paragraphs to form pages, each work functions as a part of a larger story. So while the card and 
the LED could function on their own, they operate together in order to provide more information. 
And while they can operate on their own as a work, they also act in dialogue with the other works they 
are exhibited with, as well as the works that have come before, and will come after. 
Who has been the key artistic influence for you and why?
This seems like an almost impossible question to answer. In the beginning of this six-year project 
I would have rattled off the male Minimalist artists, and the women who aligned with Postminimal 
practice. However, now it is much more blurry than that. I feel like all art and artists I come across  
are a key influence on me, whether I like the work or not, whether I understand the work or not.  
I feel like each ‘conversation’ I have with these works and their maker’s imprint on who I am as an 
artist. If I were to pinpoint one artist however — whom I would want to be if I could slip into someone 
else’s life — it would be Lynda Benglis. She epitomises of all of the things that are right about 
artists and the art world for me. She has made such an impact on the art world, while remaining 
experimental, and dedicated to form, but also embracing her subjectivity, sexual and political,  
as key materials for the work.  
What particular work of Lynda Benglis speaks to you most profoundly? 
I don’t think there is a particular piece, it’s her whole body of work that speaks to me, loud and 
clear. When I first came across her practice, it was her polyurethane poured sculptures that I most 
connected with — For Carl Andre (1970) in particular. I was drawn to it because of its direct dialogue 
with Carl Andre and Minimalism, the field I was looking at and creating fictional collaborations with 
at the time. But after seeing her retrospective at Rhode Island School of Design in 2010, I was 
overwhelmed by her entire body of work — which was deeply quiet and yet so very powerful.  
It moved me, I wept. I have much admiration for her as an artist as well; she was a strong, 
independent, vital artist in a time when it was very hard to be so. She produced work and words  
with incredible integrity. 
In the digital print work With Bob and Lynda (2014) you restage Benglis’ iconic spread from the pages of 
Artforum, is this also a kind of collaboration? How does the strategy of (re)performing feminist artworks 
from previous generations, speak to feminist art today?
It’s a collaboration, or faux-llaboration, of sorts, yes. As a way to work through my love and critique 
of the various legacies of art I sometime develop fictional collaborations with iconic artists; I describe 
these relationships as ‘faux-llaborations’. As the final faux-llaboration of this body of work I wanted 
to enter into the conversation that Benglis was having with Robert Morris in that work, on the 
masculinisation of the art world. I wanted to feel what it felt like to make the bold statement that 
Benglis made in the Artforum work. I also wanted to pay homage to her, and the impact she has had 
on me as an artist, and a feminist. Loving and being critical of something, as I am of the art world, is 
a complicated thing and I have found much solace in the practices of women artists who have come 
before me.
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